[The group] took the idea of order from … Edmund Burke, who had stressed the need for "moral imagination," [that is,] the ability to see clearly beyond the here and now into the reality of eternal forms, thus allowing one to order one's soul and one's present community to the eternal community…. Beauty and imagination, [the group] believed, led to truth…. Though traditionalist and conservative in political, theological, and philosophical beliefs, the … group demanded radically new forms of art and expression. If all things, properly understood, had an end that was good, then all new forms of art must be embraced and sanctified for a Christian purpose.
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In this approach, Birzer argues, the Order group made a distinction between the aesthetic form of a work of art, which could be radically new, and the intellectual perspective that informs it, which should be consistent with and an extension of the Western Christian tradition.
3 Modern art generally was and is understood and critiqued from within the parameters of modern thought more broadly conceived -that is, within the worldview produced by the heritage of the Enlightenment. However, for the Order group, Maritain's approach in Art and Scholasticism provided a more compelling and truthful approach to the nature and understanding of art in whatever age it is produced. They grasped the power of Thomism to illuminate the relationship between beauty and truth in any age. Drawing on their distinction between artistic form and intellectual perspective, and integrating modern forms of art within the Thomistic thought world, they were able to argue that "radically new forms of art and expression … must be embraced and sanctified for a Christian purpose." 4 This approach animated the life's work of David Jones. He was motivated by his participation in the broad, complex spiritual weltanschauung of the Catholic faith, while also being profoundly shaped by the perspective of this group of friends, who in various ways and over many years shared Jones' life and goals. The distinctions he made between the forms of modern art and the intellectual perspective which informed such work allowed him to use those forms to make artefacts, as he called them, which convey his theological and historical convictions.
5 Thus he himself "embraced and sanctified" new forms of art for the modern era and beyond. What follows briefly delineates the relationship between Jones' cultural concerns and his theological approach to aesthetic form, as expressed in his observation of the link between the Post-Impressionist theory that a work of art is a "thing that shows forth" and the Catholic understanding of what occurs in the consecration at Mass. The essay concludes with an analysis of his 1949 drawing, Eclogue IV, which helps explicate Jones' critical and constructive appropriation of modernism within the larger framework of the Western tradition.
